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good enough? Is it sonically good enough?” John tries to 
cover all the creative bases, both performance and technical 
issues. No one’s ever told me that it’s really up to us, partic- 
ularly John and me, to represent the band. They may not 
have a say now in what’s going out, but we don’t want to put 
anything out that’s going to embarrass them musically. Not 
because they’re my boss, ultimately, but because it’s their 
music. Terrible tuning and things like that, it’s really kind of 
unjust, I think, to expose all of that. We all know, of course, 
that there are lots of flaws. That’s what Grateful Dead is, the 
genius of the flaw together (with the perfection). 

Well, that, of course, brings me jumping ahead to Dick’s 
Picks VIII, the 5/2/70 Harpur College release. For years, we 
all wondered, “Well, since the ‘Saint Stephen’ comes in, 
once it’s started are they just going to take a ‘Saint Stephen’ 
from a different show, and dissolve it in?” Which ulti- 
mately you decided not to do. It must’ve been a difficult 
decision. 

It was. We never really thought it would be appropriate 
to try to cut in something else. So many people have Harpur 
College, they would know that it was fake. I believe what 
most people have is from a radio broadcast. These tapes 
were the broadcast tape. And for whatever reason, I can’t 
tell you, from the beginning of “Saint Stephen,” it’s just hor- 
rendous distortion where there was a problem in the mixing 
board or something like that. We could’ve given everybody 
what was exactly there, but it would’ve been pure white 
noise. 

So it actually exists? Wow! 

It’s just pure distortion, really. 

This brings up another related example: One of my all- 
time favorite pieces of Grateful Dead music is the jam with 
the Allman Brothers from 2/11/70, where they do the 
instrumental “Dark Star” into “Spanish Jam” into “Turn 
On Your Lovelight.” On the copy that circulates the “Love- 
light” cuts before the end of the song. And I’ve heard in the 
uncirculated Vault tape of this jam, apparently Barry Oak- 
ley’s bass amp was blown, and the bass is just completely, 
horrifically distorted. So the same question arises? What 
do you do? 

Yeah, exactly. I think it’s great for tape traders and those 
that exchange tapes for free because they want to hear every 
performance. But once a performance becomes a commer- 
cial product, then I feel there’s a burden on the artist and the 
record company to make it as good as possible. As much as 
people want us to put out everything, I feel there are quality 
requirements on what can be sold as a commercial product. 
It has to be of a quality that really stands on its own. And 
Pm not even addressing performance issues here; I just 
mean the question of whether the tape sounds horrible and 
out of tune, or if the mix is so bad as to totally misrepresent 
the performance. And, unfortunately, there are just some 
flaws in some stuff that, as much as you want to put it out, 
make it impossible. 








Jumping back to the Harpur College release, if I recall 
correctly, the “Candyman” into “Cumberland Blues” was 
actually an edit that the DJ did, he had a time limitation. 
That’s the story that was going around. 

Is that right? I never heard there was a time limitation. 
That edit on our release ended up, I think, pretty much 
duplicating what people are used to hearing on circulated 
tapes. There’s a little more on the tape than what you hear, 
but the edit just makes it musically correct. I don’t know the 
exact source of those tapes, but it seems to be the same as the 
radio broadcast. But, yeah, that was definitely an edit there. 

Dick’s Picks II was from Columbus, Ohio, the jam from 
part of a second set. Pretty tasty stuff. Anything you can 
tell me about that period? 

That was of course one of Dick’s favorite periods. It was 
a 3% ips two-track tape master, so it’s sonically funky, but 
the performance, that’s one of those shows where the per- 
formance just shines through. 

So, of all of the Dick’s Picks series that were done on 
open reel decks, the great majority of the masters that you 
were working off of were at seven ips? 

Seven and 15. For instance, volume 5, that was 
12/26/79. Now, I remember that was 7 ips for the first set, 
and 15 ips for the second set. And I can only imagine that 
was because Betty Cantor-Jackson, who recorded the tape, 
must have figured, “Well, I only have this much tape, and 
second sets are a bit more glorious, so let’s make them a lit- 
tle higher quality.” 

What if any markings on the containers of these tapes 
have there been that have given you any sort of informa- 
tion about how they were actually recorded? 

The ’70s decade is generally the era with the best- 
sounding tapes. At that time there was someone designated, 
whether it was Kidd, Betty, Jackson, or Bear, to actually mix 
tapes. And there is pretty good nomenclature on the reels. 
There is indication of speed, oftentimes what specific 
machine it was on, and whether it was a Nagra or not a 
Nagra, because that’s a different tape equalization, so that’s 
really important. They went through a phase of DBX noise- 
reduction units, when they used DBX, so that was also noted. 

Now, Dick’s Picks IV, which showcases the music from 
2/13 and 2/14/70, contains a very interesting choice of the 
highlights from those two shows. And also, someone on your 
end made a very interesting choice of putting “Dark Star” as 
the tail end of CD one. And I’m curious how that choice was 
made versus putting the “Dark Star” > “The Other One” 
together on one disc. “The Other One” suite on that night 

actually ends perfectly, and they don’t actually start up 
“Lovelight” until there’s a tenth of a second of silence. So a 
lot of Deadheads were expecting the “Dark Star” > “The 
Other One” to be one CD, and then have the “Lovelight” on 
another disc. Do you know why there was any decision? 

Yes, we looked at this dilemma for quite a while. Ulti- 
mately, it was Dick’s decision, and I agree with him. If we 
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had placed the “Dark Star” > “The Other One” on CD2, it 
would have left CD1 with only a little more than thirty- 
seven minutes or so of music. And then it would have 
required “Lovelight” to go on CD3. To do that, quite a bit 
of that great “Alligator” > “Caution” sequence would have 
to be cut out. It just seemed that with “Dark Star” on CD1, 
we could give everyone the most and best music, even 
though an unnatural break would occur after “Dark Star” 
as a compromise. I guess it’s a good example that you’re 
never going to please everyone. 

There’s something about the music that was played on 
2/13/70, on 5/2/70, on 8/27/72, that is different from other 
music. That when you open your mind and put the head- 
phones on and turn out the lights, this music brings you to 
a place that other music doesn’t. And so, since I use this 
music to journey, for me, it’s actually a serious considera- 
tion, “Wow, the ‘Dark Star’ is at the end of the CD, as 
opposed to being combined with ‘The Other One,’ which 
would be the natural progression that I would want if I 
was going to use that music to journey.” I know it’s a very 
picky thing, but the reality of it is, it’s actually a huge deci- 
sion for that small number of people who actually value 
this music enough to use it as a transportation vehicle. 

Right, and I totally respect that. We’re honestly not try- 
ing to méss with people. It was really a compromise that we 
thought would best accomplish getting everyone the most of 
the show. Maybe when DVD audio comes along and CD 
lengths aren’t so constrained, we won’t have to worry about 
those kinds of compromises! 

See, that’s where I personally care about how these 
releases are put together. Other Grateful Dead music afi- 
cionados might remark, “Oh, we want the whole thing, 
even the dead air and the tunings in between.” And they 
don’t necessarily appreciate the challenges of, “Well, the 
‘Me and My Uncle’ has a huge glitch in it, and there’s no 
way we can fix it, so we can’t put it on.” My attitude is, 
“Hey, deal with it.” The reality is, we’re lucky to get this at 
all. The only time Pm ever concerned is how the music is 
put on CD so that it maximizes the ability for me to use the 
music as a vehicle for inner travel. 

I know where you’re coming from. And I’ve learned a lot 
as these have gone down, and I think, hopefully I’ve gotten 
better at helping implement what you’re saying. 

The other remarkable thing about 2/13 and 2/14 was 
that the otherwise pristine, superb, amazing-quality tapes 
that have circulated for many years did have glitches in 
them. There were major fade-ins and fade-outs. A segment of 
the “Drums” between “Alligator” and “Me and My Uncle” 
was missing. And there’s this great story about John Chester, 
the sound man at the Fillmore East, and Alan Mande, who 
switched the microphones onstage between groups, splitting 
the run that went out to Bear at the board and then running 
a set of reels surreptitiously down in the janitors closet 
below the stage. And Pm curious, when you actually got 
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those secondary tapes, if you can recall what challenges 
there were in making the two tapes sound the same. 

Yeah, absolutely that was a good challenge. And so was 
the one at Oakland, Dick’s Picks V. As far as the Fillmore 
East taping, I’m not sure that it was surreptitious, but it cer- 
tainly helped us out, believe me. John Chester and Alan 
Mande were responsible for the original taping, I believe, 
but we actually got our tape from Mark Morris. Anyway, 
David Gans had gotten a copy of the “Fillmore basement 
tapes” on DAT, and sent them to Dick. I tried inserting them 
in Sonic Solutions and could see, “This is going to get us 
through these breaks.” And quality was marginal, so we 
really tried to hunt down and find the original source. 
“China Cat,” I believe, is one of the problem points. I believe 
there’s one in “Not Fade Away.” Mark then helped us get the 
source tape, it was 3% ips, I believe, and still pretty grungy, 
compared to our masters. Fortunately, they were parts of the 
music that were really intense, and it kind of helped mask the 
fact that you’re going from a pretty pristine tape to a much 
funkier tape. But it did require some severe EQ changes. I 
would listen to the good reel that I had in my Sonic System, 
and then listen to the new insert piece, do some EQ, and 
record it in the computer. Once it was in there, I’d edit the 
piece where it belonged and listen; “Okay, it still needs more 
bass, we’ve got to get rid of a little midrange.” Things like 
that until, ultimately, it was, I think, a pretty good fit. 

Along the same lines, really much more extreme, I 
thought was in 12/26/79, Oakland. Again, one of the 
biggest challenges I have are reel flips, and I was pretty 
happy with the way these turned out. As any taper knows, 
in the old days before DAT (doesn’t seem that long ago, but 
I guess it was!), you often would run out of tape in the mid- 
dle of the music; there’s a gap when you’re switching tape 
when you will be missing some music. So, this happened as 
usual, with the Oakland show, but in this case we had a sub- 
stitute that was the board cassette from Healy. There was a 
Dolby B cassette, and it was his board mix that was going 
on, and fortunately, it covered the gap that Betty’s tape 
missed. When the reels were changed, his tape could cover 
that. But, again, Betty’s source tape was fifteen ips, two- 
track, a really great-sounding tape. Then we tried going 
from that to a Dolby B cassette that was a board mix. Healy 
was mixing for the show, not a tape, so the panning wasn’t 
necessarily the same and the mix was way different. That, I 
have to say, throughout the Dick’s Picks series, was one of 
the biggest challenges. And that really took some serious 
EQ and just finding the right spot to do the edit. Cause, I 
mean, I really like them to flow, I don’t want anybody to lis- 
ten to this and go, “Oh, man, there’s an edit.” Even though 
I expect people to hear some if they’re looking for them, I 
hope they'll be able to listen to the show and not be dis- 
tracted by an edit. So, in this case, I thought it worked 
pretty well. But I know that if you were to listen to the end 
of “Estimated,” in the thirteenth minute, that’s where the 





